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INTRODUCTION 
The rirst versions of Bach's organ chorals were com-
posed during the years 1708-1717 when his duties as organist 
rocused his attention to that instrument. Not satisfied with 
the organ chorals as originally written, he systematically 
revised them during the last six years of his life, 1744-1750 
at Leipzig. A comparison of the original versions with their 
later revisions with particular references to the differences 
created by changes he made ofrers an opportunity for exami-
ning in some measure his growth as a creative artist in those 
years and the development of his technical mastery of the 
art of composition, since the organ chorals provide inrorma-
tive material for an interesting theoretical examination of 
Bach's maturation. 
It is not possible at this distance in time to be sure 
precisely what Bach's reasons were for every change that he 
made, but the improvements can be analysed and interpreted to 
reveal the changes in his concepts. It should be noted that 
the rirst and second versions are identical compositions, the 
alterations being essentially minute and scattered. Even 
when there were extensive revisions in the second versions, 
they are still considered as .fundamentally the same compositio~ 
For the limits of the study, a selection of eleven 
iv 
~r:~~~=~~~~:t:B:~!=~!"~ .~~~!. 8:~!-.!~c]~=~.~~<!_-=~n the. Ba~h~.~_::sel:+sc_haf~t. .. ~,-"= "'~--~ -'=~" 
Band 25, in both the original and the revised f'orm. The organ 
chorals included are: 
1. "Ohristus, der una selig macht" 
2. 
4. 
5. 
6. 
8. 
First version, Bachgesellschaf't 25:149. 
Second version, Bachgesellschaf't 25:30. 
"Komm Gott, Schopf'er, Heiliger Geist" 
First version, Bachgesellschaf't 25:150. 
Second version, Bachgesellschaf't 25:142. 
"Konm Heiliger Geist, Herre Gott" 
(Fantasia super) 
First version, Bachgesellschaf't 25:151. 
Second version, Bachgesellschaf't 25:79. 
rrKomm Heiliger Geist, Herre Gott" 
First version, Bachgesellschaf't 25:153. 
Second version, Bachgesellschaf't 25:86. 
"An Wasserf'lussen Babylon" 
First version, Bacbgesellschaf't 25:157. 
Second version, Bachgesellschaf't 25:92. 
"O Lamrn Gottes, unschuldig" 
First version, Bacbgesellschaf't 25:166. 
Second version, Bachgesellschaf't 25:102. 
''Von Gott will ich nicht lassen" 
First version, Bachgesellschaf't 25:170. 
Second version, Bachgesellschaf't 25:112. 
"Nun konnn der Heiden Heiland" 
(canto f'ermo in the Pedale) 
First version, Bachgesellschaf't 25:178. 
Second version, Bachgesellschaf't 25:118. 
"Nun komm der Heiden Heiland" 
(Fantasia super) 
First version, Bachgesellschaf't 25:172. 
Second version, Bachgesellschaf't 25:114. 
10. "Allain Gott in der Hoh sei Ehr'" 
(Trio super) 
First version, Bachgesellschaft 25:183. 
Second version, Bachgesellschaft 25:130. 
v 
In those organ chorals and their revisions, an inten-
sive analysis was made of BaCh's mature use of symbolism, the 
melodic skip, extensions, and embellishments. Also considered 
is the heightened influence of the style galant as it is 
evidenced in the revisions. 
For facilitating reference to the original and the 
revisions page numbers of the Bachgesellschaft are given in 
the text, beside each organ Choral title as it is introduced. 
For the convenience of the reader a music supplement has been 
provided illustrating the salient points discussed in the 
thesis. 
The writer wishes to express his appreciation of the 
help and assistance he has received from Dr. Karl Geiringer, 
professor of musicology, and Dr. Francis W. Snow, professor 
of organ and church music; both of Boston University. 
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CHAPTER I 
THE IMPORTANCE OF SYMBOLISM IN THE REVISIONS 
OF BACH'S ORGAN CHORALS 
Symbolism is one or the most fUndamental criteria by 
which music may be studied. 
and other Bach scholars have 
ri Francois Florand, Arnold Schering,: 
,I 
generally prererred the term, 
"symbolism in music", ror this divine language of the soul. 
Willi Apel has perhaps chosen a simpler and clearer ter.m for 
symbolism in music: "word painting". 
Word painting is the expression through music 
or the ideas resident in or suggested by the 
words or a song or other vocal piece. The 
term is usually taken to refer to the portray-
ing of single words or phrases which lend 
themselves to specific treatment, rather than 
to the more subtle method of capturi~ in the 
nru.sic the "general mood" or the text. 
The imitation of natural sounds or physical motion has 
been termed "pictorialism" in music by most musicologists. 
Abstract qualities such as "Heaven", expressed through music, 
are usually described as symbolism. Musicologists have made 
detailed studies of symbolism and pictorialism in the music 
or various composers. Among the first to present a comprehen-
sive study or symbolism in Bach's music was Andre Pirro. 2 
1willi Apel, Harvard Dictionafft of Music (Cambridge: 
Harvard University Press, 1947), p. 8:-
2Andrt Pirro, L' Aest~thique de Jean S6bastien Bach 
(Paris: Fischbacher, ~07). ------ ----
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Andre' Pirro enriched Bach research with an int~restinjr 2 • 
new understanding of Bach•s music. Pirro, at the beginning i 
of the twentieth century, in his ~ Aesthethique de ~ 
S~bastien ~' brought a new and deeper meaning of Bach's 
• 
music that the average musican had not seriously considered. 
This new interpretation was eagerly endorsed by others and 
soon expanded to major proportions, becoming in one sense, 
a fad. This new light on Bach was largely instrumental in 
the popularization of his music in modern times and trans-
I 
I 
formed what \'las formerly thought of as dry polyphony to livin~ 
music. Pirro aroused the music world to the fact that Bach 
had a "heart" as well as being a genius in handling counter-
point. 
Pirro found that a given emotion, such as "joy'' for 
example was consistently expressed by use of the same motif 
I 
!j [, 
if 
il 
II 
i[ 
i! q 
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I 
in a number of compositions. Pictorial ideas were accompanied! 
by motifs which described the picture musically. The basis 
of Pirro•s analysis was not made solely upon motifs of the 
vocal melodic line. Pirro explored Bach's use of accompani-
ments for word-tone relationship, showing that the way Bach 
orchestrated his compositions often indicated his interest 
II 
i 
I' 
II II 
II 
in the relationship of the text to the music. 
also opened the way far fUrther investigations 
in Bach's instrumental music. 
I! 
rl 
Pirro' s studies II 
II 
of symbolism !! 
:I I. II 
II 
',[ Albert Schweitzer, inspired by Pirro's discoveries, 
lj 
devoted much of his two volumes on Bachts music3 to the 
master's art in symbolism, and after Pirro and Schweitzer, 
thousands of examples of symbolism in Bach• s nn.1sic have been 
presented in books, articles, and programs. 
George w. Sutherland has earnestly protested that 
Schweitzer's contemporary thought is accepted by most musi-
cians today as established, unshakable truth. 4 The "Faith-
.ful", as Sutherland has dubbed them, have taken "Bach's 
aesthetic" as the northodox Creed". 
,j 
'd Sutherland t s major objections to Schweitzer • s aesthetic :1 
il 
philosophy are that it is taken on false premises, that his 
reasoning leads to contusion concerning the arts, and rele-
gates music to a secondary position in the arts. sutherland 
holds that Schweitzer does believe that there is a difference 
between representation and the thing represented, that the 
thing is more important than the nn.1sic, and that Schweitzer 
does recognize the conflict between the power of clarity and 
form, and that Bach shares the conviction -- expression at 
any cost. Sutherland intimates that Schweitzer • a thoughts 
are contradictory, inexact, contused and confusing, too per-
sonal, far-fetched, and are a systematic use of ~bolism. 
Sutherland's reaction to the exaggerations of the 
"Faithful" seems to be justified in the light of the fact 
3Albert Schweitzer, J. s. ~ (London: Breitkopf and 
Hartel, 1911, Volumes I and-IIT. 
4George w. Sutherland, The Schweitzerian Heresy, Bowdo 
Prize Essay (Harvard University Archives, Cambridge, Mass.,194 • 
3. 
""' 
that there are phases of Bach study which are more important 
than symbolism, and are in dire need of investigation. Un-
doubtedly Schweitzer realized this when he wrote his book, 
ii .i!• S. ~~ but his zeal to bring to our attention something 
li that had been forgotten, caused Schweitzer to concentrate 
li 
,, somewhat unduly upon the symbolism in Bach• s music. 
1.·, 
Ji li Bach was first of all a musician, and although he 
II 
I! utilized the symbolic and expressive idioms peculiar to his 
:i 
fl time, his attitude was rather more objective than subjective. 
I! The strong stand taken by Sutherland must not be mistaken for 
i! ,, 
11 absolute denial of symbolism in Bach's music, for Sutherland 
!i 
rather disliked the over-emphasis of symbolism as a medium 
for analyzing Bach's music. This objection can be reasonably 
sustained when the analysis is based solely upon symbolism. 
There is still in Schweitzer's writings much that is true and 
which can be used as illustrations of symbolism in Bachts 
music. 
Fortunately, Schweitzer himselfwas an organist, and he 
has made a fine study of symbolism in Bach's music. Schweit-
zer found, for example, that the choral preludes of the 
Orgelbuchlein5 are so important to the study of word-tone 
relationship, that it might well be called the "key to Bach1s 
musical speechn.6 Schweitzer believes that Bach's musical 
5Bachgesellschaft, Band 25. 
6Albert Schweitzer, J. s. Bach (London: Breitkopf and 
Hartel, 1911, Vol. I~, p. ~. -
4. 
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One brief example Will suffice as an illustration or 
the Orgelbuchlein choral prelude teChnique in relation to 
symbolism. The text or the choral, una Jesus an dem Kreuze 
stund''7 (See Music Supplement, page 2) deals with the seven 
last words of Christ as he hung upon the cross. Bach 
a musical interpretation of the scene in his choral prelude, 
which is based on the choral hymn named above. Schweitzer 
saw in the descending syncopated pedal notes, the drooping 
of the exhausted body of Christ as he hung upon the cross. 
Sorrow and grief are expressed by the introduction or chro-
matic treatment.8 
The employment or chromaticism to express sorrow and 
grief and the use of syncopation to suggest lassitude and 
distress are not confined to Bach's musical works. The 
expression of symbolism and pictorial representation were in 
:I 
il 
" 
,, 
:i 
I Symb alism, pictorialism !1 
il 
general use among Baroque composers. 
and emotional expression in Bach's music were thus idioms or 
the time. 
II 
,I 
il 
',I 
i 
If Bach used syncopation as a liE ans or expression in I) 
'I his compositions, then it would follow that he applied expres-ij 
!I 
And !'I 
!I 
sive syncopation to the revisions or his organ chorals. 
there is a striking example of BaChts application of this to 
7Bachgesellscbaft, Band 25, p. 32. 
8Albert Schweitzer, ~· ~., p. 62. 
be observed in the revisions or the organ choral, 11 Christus, 
der uns selig macht 11 .9 According to the text, Christ is 
bearing the cross midst the taunting of a "godless throng" 
as the "Word predicted". 
Christus, der uns selig macht, 
Christ who knew no wrong 
kein Bos•s hat begangen, 
like a thief was taken, 
der ward rUr uns in der Nacht 
led before a godless throng, 
als ein Dieb gefangen, 
by his friends forsaken. 
gefUhrt vor gottlose Leut•, 
He who our salvation won 
und falschlich verklaget, 
falsely was convicted, 
verlacht, verhohnt und verspeit, 
scoffed at, scorned ani spat upon, 
wie denn die Schrift sa§et 
as the Word predicted.l 
Bach captured the expression of Christ•s suffering in the 
first version through the use of chromaticism. Chromaticism 
was commonly utilized as a means of expressing sadness by 
Baroque composers. The chromaticism is found in the internal 
structure of the beginning of the second phrase. Note the 
use of chromaticism in the choral melody at this point, too. 
(See Music Supplement, page 2.) This Chromatic element re-
9Bachgesellschaft, first version, Band 25, p. 149; 
second version, Band 25, p. 30. 
lOHenry s. Drinker, Bach Choral Texts With En~Sh Trans 
lations and Melodic Index ~ York: Assoc1a~ of eri 
co!] eges A.rt Program I 19h1 ) ' p. 10. No. JIB. 
6. 
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appears at the outset of the fourth, seventh, and eighth 
phrases of the choral.ll Thus, the chromatic element was not 
appreciably altered at the time of revision. Evidently Bach 
felt that the sorrow in the text was already satisfactorily 
represented in the music. 
Bach revised the first phrase of the organ choral con-
siderably. The aged Bach was much more religiously sensitive 
than the young Bach, and he felt a deeper emotion in the text 
of the choral than formerly. The deed of subjecting the Lord 
of Life, who was "without sin", to such atrocities, aroused 
anguish in Bach's heart. 12 Consequently, the comparatively 
isorh.ythmic character of the first phrase in the first version[ 
I 
was not satisfactory. Bach expressed his anguish, which was 
aroused from the thought of the evil mob, thr~ a syncopated 
retouching process. The steady rhythm of eighth notes was 
transformed to the restless syncopation of quarter notes, 
sixteenth notes, and rests. (See Music Supplement, page 3, 
first phrase.) 
The syncopated element then becomes a sort of first 
subject, which fills tre need of agitation in the music in 
order to correspond to the fundamental textual context. The 
melodic accent of the inner voices is shifted throughout the 
composition in the second version. Hence, the revised version' 
and 
llsee 
30. 
123 ee 
complete copy, Bachgesellschaft, Band 25, p. 149 
text to ''Christus, der uns selig macht ", p. 7. 
of the organ choral exhibits a splendid contrast and,,~• :-:' t 
mea ted with more vitality than was the first version. Examplesli 
.I 
of further syncopation in the second version as opposed to thell 
I 
first version may be found in measures 1, 2, 4, 5 and 7. (See 1 
I 
il 
Music Supplement, page 4.) 
Symbolism may be considered to some degree as a factor il 
,, 
II 
II I; 
II 
in Bach's development in musical for.m. Late in Bach•s life 
his music began to show evidence of a feeling for duality in 
subject matter. In this respect Bach foreshadowed the sonata-]i 
allegro form of the classic period, i.e., the relationship of IJ 
the energetic as opposed to the lyric element which is so 
beautifully exemplified in Mozart's music. 
While Bach was at Weimar, he became interested in 
Italian music, and its study opened his eyes to the beauty 
of simplicity and plasticity in musical form. Earlier Bach's 
musical education and experience was based primarily upon the 
music of the North German composers. From the time of Bachts 
acquaintance with Italian music, his work began to take on an 
entirely different appearance. Fugue subjects were much 
II 
shorter and sometimes only one measure in length. 
il 
II 
His compo- II 
sitions had thrown off their somewhat pasticcio tendencies 
ji 
d 
!I 
for more symetry in farm. The material on which the composi- II II I. 
I 
tions were based became condensed. Each piece began to assume li 
an individuality of its own. Unity was all important, and 
unity is certainly one of the predominant factors in the 
majority of Bach's works. He consistently sought unity, and 
'I 
,! 
i! 
II 
II 
I 
a. 
his music evidences a continual development toward it. 
II 
Of course , Bach • s il 
music is not altogether contrapuntal, but it stems largely fi 
FUgal construction calls for unity. 
from fugal practices. Generally, there is a counter-subject 
in fugues, but it is complementary to the principal subject 
and offers no real contrast. But as Bach grew older, he 
decided to give the counter-subject more significance. The 
counter-subject became a strang melody in its own right with 
an individuality distinct from the principal. Thus, the 
counter-melody contrasted in mood and context. 
The middle choral in Cantata Number 140, "Wachet auf, 
ruft uns die St1nnne",l3 {see Music SUpplement, page 2, last 
example) is an illustration of the later contrasting type of 
counter-subject. The principal is the choral melody, but the 
counter-melody is so fascinating that the listener almost 
loses the choral melody. The real mood of the piece, the 
joyous anticipation or the coming of the bridegroom, finds 
expression in the counter-melody; the principal, the choral 
tl II 
il 
il !i 
il 
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melody, expresses the religious sentiment of the compos! tion. ':I 
Thus, there are two contrasting elements within the single 
composition. The principle or creating two contrasting moods 
may also be found in Bach's revisions of his organ chorals. 
The <lt' gan choral, "Christus, der uns selig macht", 14 
13Bachgesellschaft, Band 28, p. 274. 
14Bachgesellschaft, first version, Band 25, p. 149; 
second version, Band 25, p. 30. 
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which served as an example of the introduction of syncopation 
into Bach's revisions, also provides an example of Bachts 
creation of contrasting mood in the revisions. The two con-
trasting moods in the poeml5 may well be the lyric and passive 
emotion of sorrow which is opposed to the rather animated 
emotion of anguish. Bach had already created the feeling of 
sorrow in the first version. The oo ntrapuntal movement in 
the first version was relatively quiet, and sorrow found its 
clearest expression through the use of chromaticism. Bach 
perhaps considered that a more forceful emotion was necessary :i 
:: 
ri 
at the tine of revision. The syncopation, which was introduce~: 
:j 
in the second version, increased the feeling of movement and 
greater agitation. Therefore, Bach actually created another 
mood in the composition when he revised the organ Choral. 
Speaking from a musical standpoint alone, the organ choral 
has two elements, the energetic and the lyrical, whereas the 
first version had only the quieter, lyrical element. 
Bach provided the organ choral, "Nun konnn der Heiden 
Heiland" (fantasia super), 16 with two contrasting elements, 
also. On the one hand is the contrapuntal type of accompani-
ment to a choral melody, which is usually attributed to 
Pachelbel. With this contrapuntal accompaniment, Bach fused 
a highly embellished cantua firmus. Bach's application of 
1.5see text to "Christus, der uns selig macht," p. 6. 
16Bachgesellschaft, first version, Band 2.5, p. 172; 
version, Band 25, p. 114. 
-t 
II 
:I 
il 
10. 
ornamentation, the lyrical element, is doubtless a result of 
French influence. 
It should be understood that Bach did not introduce 
ornamentation into the second version of the organ choral. 
The cantus fir.mus of the first version was already embellished. 
Nevertheless, Bach did show a definite interest in the orna-
mentation of "Nun komm der Heiden Heiland" (fantasia super)l7 
at the time of revision. The cantus firmus was very nearly 
all that Bach was interested in altering. The important fact, 
then, is that Bach focused his attention primarily on the 
orn~entation of the cantus firmus when he revised the organ 
choral. This raises the interesting question of why Bach was 
so interested in re-touching the embellis~nts of the organ 
choral. 
Bach did not use ornamentation for intellectual reas::>ns. 
He preferred ornamentation as ''l'embyro du pouvoir expressif"l8 
as this seemed to be the general custom among composers in 
regard to embellishment at that time. Hughes quoted the fol-
/ lowing article from the Encyclopedia de la Musique et Diction-
naira du Conservatoire: 
" ••••• de briser la_,.monotonie du forDD.lle s un 
peu timides et trarnantes par le jeu de taus 
ces petities artifices dtcoratifs, d'introduire 
l•expression en un style souvent ~ust~re et 
froit, en un mot, de communiquer a ce style 
17Ibid. 
18Royal D. Hughes, The French Influence _£!! Bach, 
Harvard Thesis, Harvard Library, 1926, p. 106. 
11. 
tin peu de chaleur, de vie et de libra 
fantasia. L'ornament traduit le caprice de 
compositeur, il est conforme a ltesthetique 
fran~aise si favorable a l'embellissement 
de la nature. C•est en lui que git le germe, 
l'embryon du pouvoir expressif."I9 
This ornamental form of abandonment - a sort of variation or ' 
ampli:t'ication of melody comes very close to monophony. The 
embellished melody does not please the composer as much as 
the performer. The performer may "lose himself'' completely 
in the innumerable subtle potentialities latent in the melody. 
Bach's "Jesu minne" was more intense at the time of his re- I' 
:i 
visions of the organ chorals than ever before. The exceptional) 
opportunities of expressiveness in this embellished melody may 
have prompted his re-examination of "l'fun komm der Heiden 
Heiland". 20 (See Music Supplement, pp. 21, 22 and 23.) 
While Bach was revising his organ chorals he extended 
some of them. He did not necessarily add to them because they 
were special favorites, nor did he do so merely for the sake 
of diversion. Rather, Bach extended some of his organ chorals 
either because the first versions did not perfectly express 
the sentiment of the text, or simply because they were not yet.· 
completed. 
The majority of the organ chorals to be studied in 
this thesis are exactly the same composi tiona in both versions,,' 
19Ibid. 
20Bachgesellschaft, first version, Band 25, p. 172; 
second version, Band 25, p. 114. 
I 
12. 
: 13. 
except for a few minor alterations. The matter of extension 
is a bit of deviation from the usual course of study in the 
thesis. Obviously, Bach did not revise the entension, the ex-
tension is the revision, just as in other revisions Bach did 
not feel that the original version had achieved aJ.l its poten- :r 
II 
tialities. 
The most interesting cases of extensions in the organ 
chorals are those which were amplified to perfect further the 
., 
lmlsical interpretation of the choral text. The choral arrange- 'ri 
~ I 
ments bearing the name, "Komm Gott, Schopfer, Heiliger Geist"f!JI 
present an outstanding study of an extension in the second 
version that improved the musical interpretation of the text. 
The original version, "Kormn Gott, Schopfer, Heiliger 
Geist", appeared as a choral prelude in the Orgelbuchlein. 22 
The extension is often thought of as an arrangement for the 
second verse, and it certainly expresses the sentiment of the 
text much better than the choral prelude from the O:>gelbiic.blein.2fr 
' 
1: This choral prelude occupies a unique place in the Lit- ii 
urgical Year arrangement of the Orgelbuchlein which commemo-
rates the Christian Festival of the Pentecost.24 
second 
21Bachgesellschaft, first version, Band 25, p. 150; 
version, Band 25, p. 142. 
22Bachgesellschaft, Band 25, P• 47. 
23Bachgesellschaft, Band 25, p. 142. 
24c. Stanford Terry, "The Orgelbiichlein: Another Bach 
problem," Musical Times Magazine, p. 9, 60, Jan.-Feb., 1917. 
: ~ 
The isorhythmic character of the Lutheran choral is 
suggested in Bach t s choice of accompaniment to the choral 
melody in the Orgelbiichlein version. The accompaniment echoes!! 
the regular rhythm or the choral hymn. It is unique in the 
Orgelouchlein. It is inspiring to hear a choral sung in the 
fervor of a Lutheran congregation. This might have been 
Bach's observation when he composed the first version, and 
the reason he chose to accent the isorhythmic character of 
the Lutheran choral. Each phrase, except the last, begins 
with a regular rhythmic treatment.25 The poem certainly 
speaks in accents religious: 
Komm, Gott Schopfer, Heiliger Geist, 
Creator, God, and Holy Ghost, 
besuch• das Herz der Menschen dein, 
cane, enter Thou the hearts of men; 
mit Gnaden sie fUll', wie du weisst, 
with grace inspire us all to do 
dass dein Geschopf soll fUr dir sein. 
what-ever Thou for us shalt plan.26 
Bach fused a contrasting element into the second ver-
sion of this choral prelude ( "Komm Gott, Schopfer, Heiliger 
Geist" )27 just as he did in the second version of ''Christus 
der uns selig macht 11 .28 The regular rhythmic features in the 
second 
second 
25see complete copy. 
26 4 Drinker, ~ £!!., p. 5, No. 218. 
27Bachgesellschaft, first 
version, Band 25, P• 142. 
28Bachgesellschaft, first 
version, Band 25, p. 30. 
version, Band 25, p. 150; 
version, Band 25, p. 149; 
genesis of the phrases blend into a more heterogenous treat-
ment. The terminations of the phrases in the second version 
have more activity than those of the first version. (See 
Music Supplement, pp. 25 to 26.) The last two words of the 
first phrase in the poem are Heiliger Geist (Holy Ghost), 
and supplication to God is the theme in the endings of the 
subsequent poetic phrases. Bach chose to portray the Holy 
Ghost as the foremost idea in the text of the revision. 
It would seem that Bach composed the extension to the 
choral prelude because he wished to portray the "rushing of 
the mighty wind", indicating the Holy Spirit, more realistic-
ally. Bach bridged the choral arrangements with a coda of 
ascending and descending sixteenth notes. The extension, or 
interpretation of the second verse, continues these glittering 
runs. It is apparent that these scale-wise passages were 
meant to s-ymbolize the Holy Spirit. The choral melody appears·. 
in the pedal as it does in many of Bach's grand organ chorals. 
Bach extended another organ choral, "Komm Heiliger 
Geist, Herre Gott" (fantasia super),29 because he had not 
completed it at the time of his first writing. The last 
phrase of the original choral hymn is divided into halves 
with a fermata at the end of each half phrase.3° These half 
29Bachgesellschaft, first version, Band 25, p. 151; 
second version, Band 25, p. 79 • 
.. 30371 Vierstinnnige Choralsange ~ J. §.• ~ (Brei:tkopfii 
and HarteiT'"Leipzlg), p. 30, No. 6<): ;! 
!: 
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phrases represent the allelujas at the end of the choral text. 
(See next page.) The organ choral as Bach first wrote it did 
not include the last line or the choral text -- the allelujas. 
The revision included the allelujas, and adds greatly to the 
spirit of the piece. (The allelujas are represented in meas-
ures 95-97 and measures 101-103. ).l'l. 
The organ choral, "Konm Heiliger Geist, Herre Gott" 
(fantasia super),32 (see Music SUpplement, page 3, "principaltt) 
is in 'lhe form of a fantasia. With the exception of his organ 
preludes, Bach did not generally compose in free style. How-
ever, an exception to this rule is the opening number of can-
tata Number 78, "Jesus, Meine Seele",33 which was composed in 
the last six years of his life. The fundamental thought in 
the text of "Kormn Heiliger Geist, Herre Gott" {below) was 
prObably the reason for Bach's employment of fantasia form in 
this organ choral. He was endeavoring to express the "sound 
of the rushing wind" and the early Christians "as the Spirit 
gave them utterance". The phrase "they spake with other ton-
gues" has usually been interpreted as a general confusion, 
though they were "with one accord". 34 It was natural that 
31
see page 38 below for more detailed information 
regarding the extension. 
32Bachgesellschaft, first version, Band 25, p. 151; 
second version, Band 25, p. 79. 
i 16. 
33Bachgesellschaft, Band 18, p. 257. il 
34The Holy Bible, Acts II, verses 2-5, St. James 111 
Version. 
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Bach chose a freer form for expression of this great event. 
Komm, Heiliger Geist, Herre Gott 
Come, Holy Spirit, come a-pace 
erf'iill' mit deiner Gnaden Gut 
and fill us with Thy saving Grace, 
deiner Glaubigen Herz, Muth und Sinnl 
give us courage which Thy faith imparts 
Dein brUnstig' Lieb• entzUnd' in ibn• nl 
and with Thy love inflame our hearts. 
0 Herr, durch deines Lichtes Glanz 
The rays of Thy descending fire 
zu dem Glauben versammelt hast 
all mortal souls with faith inspire, 
das Volk aus aller Welt Zungen, 
the world around with praise ringing, 
das sei dir, Herr, zu Lob' gesungen. 
a thousand tongues Thy name are singing: 
Alleluja, Alleluja. 5 
nAllelu ja, Allelu ja. n3 
There is a detailed discussion of the organ choral, 
"Komm Heiliger Geist, Herre Gott" in Chapter Three, "Exten-
sions in the Revisions of Bach's Organ Chorals".36 It is 
important that the organ choral be mentioned here because 
there was a symbolic basis behind Bach's decision to extend 
There are indications of word-tone relationship in 
Bach's organ choral, "O Lannn Gottes, unschuldign.37 This 
organ choral interpretation is in three sections with a 
35nrinker, ££• ~., p. 46, No. 220. 
36see Chapter III, P• 37. 
,I 
li 37 Bachgesellschaft, 
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i: II for each of the three verses. This could have been symbolic 
I, of a triptych - three compartments side by side on an altar. 
I' 
I; It is a small ternary form and is a result of the Italian in-
~~ I! 
!. fluence on Bach. Frescobaldi, in particular, tied three parts 1'1
1
 [i 
II into one piece in this manner. Perhaps Bach modestly adapted !i 
i,:.. ,I 
,, 
il 
three strophes to the texts adding a Kyrie to each of the 1 
il 
first two verses, and a dona nobis pacem to the third verse.38ii 
The first verse is permeated with a feeling of affectionate 
adoration and is one of the most tender passages found in 
Bach's works. There is an idea of insistent supplication in 
the second verse, and it is given animation through abundant 
movement and the use of dis jointed intervals. The harmony is 
~ i 
comparatively simple throughout. The most significant element ii 
" 'i 
of symbolism in ''Lamm Gottes, unschuldig" is the chromatic 
i; 
,,, 
phrase which follows the third verse. 
I, 
It could well be trans- il 
lated into a cry of despair. The piece was so perfect a 
musical interpretation that Bach altered only a few notes 
" 
i 
I! 
tl 
It !, 
which increased the chromaticism and added a touch of rhythm. !I 
I (See Music Supplement, page 10, measure )'l) Peace returns in ·· 
the ascending and descending scale passag~s which suggest the il ii li 
voices of the angel of Noel. Bach• s revision clarifies his li ~ l 
intention that the leading tone "G" should be natural descend- !J 
II 
II 
li ,, 
idea or descent and ascent. (See Music Supplement, page 9, 11 
ing and sharped ascending, which accentuates the pictorial 
~~ :: I\ measure 42.) I[_ ( _3~Fra:oQois Florandi iftti S~bastien Bach 1• oeuvre 
_ __ Paris :" .i!idi t;on du Cerf, 9 p. I21;LL :orr:= __ _ . _-
._,,,---r--==·=== 
I 
,I 
li 
i\ 
li 
Although symbolism is scmetimes grossly exaggerated 
as a criteria by which Bach's music may be studied, there is 
evidence of it in his music, and there are instances where 
symbolism was the basis for the revisions of Bach's organ 
chorals. 
Syncopation was one of the most expressive idioms of 
the Baroque Period. Bach felt that the organ choral , 11 Jesus 
Cbristus, der uns selig macht"39 should give greater expres-
sion of agitation. Therefore, when he revised the organ 
choral he applied the idiom of syncopation, which resulted 
in a considerable more expressive organ choral than the 
original one. 
Bach preferred embellishments not as a means of prac-
ticing the imitation of a French style, nor in a weakness for 
a frilly piece, but rather as a means of expressing himself 
to the utmost. "Nun komm. der Heiden Heiland" (fantasia super~ 
is an organ choral which illustrates this principle. 
The organ choral, "Nun ko:mm der Heiden Heiland" (fan-
tasia super), also provides us with an example of Bach's in-
terest in another important principle - the feeling of duality'': 
in musical subject matter. The embellishments of this work 
represent the lyrical element, while the fugal type of organ 
choral arrangement is the more powerfUl structural element. 
39Bachgesellschaft, first version, Band 25, p. 149; 
second version, Band 25, p. 30. 
1
, 
i: second version, Band 25, p. 114. 
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This principle of duality can also be observed in the organ 
choral, "Christus, der uns selig macht".41 The newly added 
syncopation contributes energy to the organ choral, and the 
chromaticism, which was con~icuous in the original version, 
serves to enhance the lyricism. 
When Bach extended the organ choral, "Komm Heiliger 
Geist, Herre Gott" (fantasia super) ,42 it was not merely with 
a desire to lengthen the piece, but rather that the musical 
interpretation be completed. The last two lines of the poem 
(Allelujas} had not been utilized in the first version. The 
sentiment of the text calls for an extremely exuberant com-
position. Therefore, the allelujas are certainly a most 
welcome and necessary addition. Bach added a second verse 
interpretation to the Orgelblichlein choral prelude, "Komm 
Gott, Schopfer, Heiliger Geist". The principal theme of the 
text, the Holy Spirit, was portrayed more realistically in 
the extension to the choral prelude. 43 
version, Band 25, p. 149; 
version, Band 25, p. 172; 
version, Band 25, p. 150; 
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CHAPTER II 
THE MELODIC SKIP IN lliE REVISION OF 
BACH 1 S ORGAN CHORALS 
The older, mature Bach was conservative and he was more 
willing to give ample time to the per~ection o~ his works. His 
technical mastery of the art o~ composition had undergone a 
pro~ound development, and much of the work o~ the earlier 
periods did not meet with his approval when he collected and 
revised his works at Leipzig (1723-1750). 
One of the ~eatures o~ the technique o~ composition 
which perhaps best illustrates the contrast in the young Bach 
and the mature Bach is the presence o~ the melodic skip in the li 
~irst version, and the absence o~ it to a degree approaching 
diatonicism in the revisions. The youthfUl Bach was impetuous 
and ~requently exercised too much ~reedom in his use o~ the 
melodic skip, while the older Bach was inclined to be more 
judicious in the application o~ leaps, reducing them in the 
revisions and adding melodic skips only when there was an 
excellent theoretical reason ~or doing so. 
When Bach revised the organ choral, "O Lamm. Gottes, 
unschuldig" ,1 his greatest concern was that of melodic skips. 
Most o~ these revisions consisted in the reduction of the 
size and number of the skips in Versus II. The mature Bach 
1see page 18. 
-- -~ 
I' 
:I L 
'I I,
_jl_ 
felt that the spirit or the middle section was sufficiently 
contrasting with fewer and smaller melodic skips. He trans-
~ formed leaps into diatonicism in Versus I and III. There were 
exceptions, however. Bach created skips judiciously where 
there had been no skips, and he increased the size or the 
skips in sane of the revisions or the organ chorals. There 
are also many instances of the creation of skips in the re-
vised organ choral "Allain Gott in der Hoh sei Ehr", (trio 
super), 2 and others. 
The leaps appear in various forms and shapes. By 
revising the leaps Bach was able to improve his melodic line. 
Long leaps were shortened, and one of two long leaps going in 
the same direction was eliminated. Augmented fourths were 
removed entirely and the total. munber of leaps was sharply 
reduced. Occasionally, however, a leap was introduced into 
the revisions where it was needed to improve the melodic line. 
These features merit a detailed analysis. 
A striking example of Bach's decision to cut down the 
size of a melodic skip may be found in tto Lrunm Gottes, un-
il 22. 
tl ;! 
!i 
schuldig",3 (see Music SUpplement, page 5, measure 6) Versus II~ 
II There is a leap of an eleventh in the first version. The 11 
·I 
enormous leap seemed to lend too much finality to the passage. 
i' 
II 
! 2Bachgesellschaft, first version, Band 25, p. 183; 
I second versiOn, Band 2:5, page 130. ti 
\1 3Bachgesellschaft, first version, Band 25, p. 166; [j 
(: second versiOn, Band 25, p. 102. il ~~--~---~~-r-~ -~--~--- --~--~~=~~==--_-,,_~=-:--'co=---+=-
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The composer remedied the situation through bringing the pas-
sage down an octave in the preceding measure. There is 
another example af a shortened leap in measure fourteen. An 
especially large skip down should be followed by an ascending 
stepwise progression. This principle was illustrated in 
measure twelve of the organ choral "Nun komm der Heiden Heil-
and", (canto firmo ~the Pedale),4 (see Music SUpplement, 
page 13, measure 12). Bach exchanged the descending octave 
skip followed by the ascending skip of a third in the first 
version, for a descending skip of a fifth followed by an 
ascending diatonic progression. More examples of the reduc-
tion of the melodic skip can be found in the organ Choral 
"Allein Gott in der Hoh sei Ebr", (trio super) ,5 (see Music 
Supplement, page 5, measure 50 and 51); arrl "Von Gott will. !i 
6 !i 
ich nicht lassen'', (see Music Supplement, page 13, measure 33). il 
i[ 
The sequential material in measures eleven and twelve, :1 
ll 
Versus II of 11 0 La.mm Gottes, unschuldig", 7 (see Music SUpple- I: 
;j 
il 
ment, page 6, measure 11 and 12) is definitely improved in !I 
the revision. The quarter note skips of sixths and sevenths 
4BachgesellsChaft, first version, Band 25, p. 178; 
second version, Barid 25, p. 118. 
5Bachgesellschaft, first version, Band 25, p. 183; 
second version, Band 25, p. 130. 
6Bachgesellschaft, first version, Band 25, p. 170; 
second versiOn, Band 25, p. 112. 
q 
I[ 7Bachgesellschaft, first version, Band 25, p. 166; 1 
~o~,~~+-:~:~~d ov~rs!on, Band 25, p. 102. ~~----~ -~~- -~-~~--- ---+ 
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in the ~irst version do not have the smooth rippling effect 
that goes so well with sequences. Eighth notes have been 
added and the melodic skips are closer members of the Chord. 
Bach's revisions of his skips Shaw a definite tendency 
to conform to the principle of leaps within the chord. Meas-
ure ten, Versus II, (see Music Supplement, page 6) affords an 
example of his preference for leaps within the chord, for the 
skips of the second version are closer chordal members. Simi-
lar illustrations of leaps within the Chord appear in measure 
thirty-nine of the first version, Versus II, (see Music Sup-
plement, page 8) and its revision, measure forty-five, (see 
Music SUpplement, page 8). The addition of melodic skips 
within the chord in the bass are in measures six, twenty-nine, 
and thirty-five of Versus II. (See Music Supplement, pages 
5, 1, and 7.) 
,I 
1 
Bach took the opportunity to alter measure thirty-three,:! 
! 
Versus II. The revisions are much more desirable than the 
staggered effect of the first version. Bach has confined the 
quick ascension to leaps within the chord and passing tones. 
(See Music Supplement, page 8, neasure 33.) 
The prosaic passage in quarter notes in the bass of 
measure nine, Versus II, was not the best sequential pattern 
possible. {See Music supplement, page 6.) The second version !i 
I! 
reveals a lovelier, diatonical passage against a charming ii 
!; i' sequential soprano. 
I il 
II i/ 
1: Bach always hastens to correct instances where he had J! 
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made large leaps twice in succession in the same direction. 
Measure thirteen, Versus II, furnishes us with an excellent 
example, the elimination of a double skip. The second version : 
provides us with another beautiful illustration of how Bach 
took an error and created beautiful music. (See Music Sup-
plement, page 6.) 
Measure thirty-five, Versus II (see Music Supplement, 
page 7) has a skip of a fourth in the first version. This 
skip was transformed into diatonicism in the second version. 
Two leaps in succession, even though in opposite direc-
tions, are not satisfactory. Leaps of the magnitude of those 
at measure ninety-tv1o of "Allein Gott in der Hoh sei Ehr", 
(trio super),8 (see Music Supplement, page 12) were revised 
by adding notes in between one of the leaps. This created a 
situation of ascending diatonicism preceding a descent or a 
ninth. 
The design of the first pedal phrase of the organ 
choral "Alle in Got t in der Hoh sei Ehr ", (trio super) , is 
stepwise in the first two measures term.ina ting with a measure 
or wide skips. The pedal design in the second phrase follows 
this same pattern.9 The third pedal phrase was not as angular i! 
,I 
I: as the two preceding phrases. When Bach revised this organ :! 
I, 
,, 
\; 
j: 
i' 
li 
!i 
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8Bac~esellschaft, first version, Band 25, p. 183; 
second vers on, Band 25, p. 130. 
9see complete copy, Bachgesellschaft, first version, 
Band 25, p. 183; second version, Band 2$, page 130. 
choral he changed the stepwise pedal part of the third phrase 
(see Music Supplement, page 10, measures 8 and 9) to lively 
bass skips, which balanced the first and second contrapuntal 
phrases. This principle of improving the balance is also 
evident in the pedal of measure thirteen. (See Music Sup-
plement, page 10.) 
In Versus II of the organ choral "O La.mm Gottes, 
unschuldig" , 1 0 Bach gave an interval of an augmented fourth 
mere prominence in the secon¢1. version than in the first ver-
sion. (See Music Supplement, page 7, measure 25.) He not 
only reduced the eighth notes involved in the augmented fourth· 
progression of the first version to quarter notes, but he 
created a canonic answer of' the soprano to the bass. The 
same idea is carried out in the measure which follows, (see 
Music Supplement, page 7, measure 26) serving as a much better 
leading tone progression than it was in the first version. 
Measure thirty-eight of the second version, Versus II, 
is another example of Bach's creation of a skip where there 
had been none in the first version. (See Music Supplement, 
page 8.) Bach changed the alto from a stepwise descent to 
a small ascending figure and dropped it a fifth to the "E" 
of measure thirty-nine. The figure ascending and leaping 
down a fifth accentuates the "E" as a point of interest. 
When Bach revised measure eighty-nine of the organ 
I· 10Bachgesellschaft, first 
==:="------t-=~e~_2!ld_,v.:_er_s~_Band 2$, p_. 102. 
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choral "Allain Gott in der Hoh sei Ehr '', (trio super),11 (see 
Music SUpplement, page 12) he created an octave skip on the 
tonic in the upper voice, and imitated this skip in the £ol-
lowing measure on the dominant. Since this passage is in the 
coda over an argan point in the pedal, the e££ectiveness of 
the coda is increased. 
One o£ the basic expressive principles of music is 
that of emphasis o£ the penultimate -- the heightened tension 
just be£are the repose on the £inal note.12 He not only re-
vised some o£ the £inal cadences o£ his organ chorals, but 
retouched cadences of contrapuntal phrases, cadences of 
sections o£ the organ chorals, and choral phrase endings. 
One o£ the most interesting elements of the study of 
"O Lamm Gottes, unschuldignl3 is Bach• s desire to create a 
contrast just before the penultimate. Bach purposely created 
skips in the revisions just before the penultimate. Such 
treatment gives the penultimate and £inal a better balance. 
JUst preceding the final of Versus II we have an example o£ 
Bach's creation of a contrast at the final in the revision. 
(See second version, Music Supplement, page 7, measures 4l 
:1 27. l --
il 
and 42.) There is a skip of a sixth up to "E" and inmedia tely ~~ 
11Bachgesellschaft, first version, Band 25, P• 183; 
second version, Band 25, p. 130. 
12Putnam Aldrich, Ornamentation in J. s. Bach•s Organ 
Works (New York: Coleman-Ross Co., Inc.~l950}, p. 16. 
another leap of a sixth back down to the penultimate. This 
leap is followed by almost entire diatonicism in the measure 
~ 
I I, 
ot the final. Another example or this type is in measure ,
1 !, 
ninety-six or "Allain Gott in der Hoh sei Ehr", (trio super) .J4i 
" 
(See Music Supplement, page 12.) 
The measure of the final of Versus II, "O La.nnn Gottes, 
unschuldig nl.5 (see Music Supplement, page 7, na a sure 36) in 
the first version is characterized by isorhythmic quarter 
notes and rather large skips tor a passage in the measure of 
a final. Bach revised the alto into a diatonic descent, and 
bass describes a diatonical arc with quarter and eighth notes. 
This treatment adds tremendously to the effect or finality. 
This precept of diatonicism. within the measure of the final 
is a principle from the past age that Bach adhered to in his 
later life. 
Bach reduced the rhythnic activity when he revised a 
progression leading to a cadence in a section of "Nun komm 
der Heiden Heiland" (canto fermo in the Pedale).16 He elimi-
nated a skip of a fourth and reduced eighth notes to quarter 
notes. (See Music Supplement, page 14, measures 3.5 and 36.) 
The octave leap in the first version in measure thirty-six 
14Bachgesellschaf't, first version, Band 25, p. 183; 
second version, Barid 25, p. 130. 
l5Bachgesellschaft, first version, Band 2.5, p. 166; 
second version, Barid 2$, p. 102. 
16Bachgesellschatt, first version, 
second version, Bana 25, p. 118. 
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was reduced to a sixth - "F" sharp to "D". The "F" sharp 
leads into the long hold on "G" Im.lch better than the "D" in 
the first version. The cadential effectiveness is greatly 
increased in the revision. 
The cadence of the first phrase of the choral melody 
in the pedal (see Music Supplement, page 13, measures 26 and 
27) was improved through the creation of a short ascending 
progression in the soprano, terminating in the descending 
skip of a seventh at the cadence. 
Other examples of the improvement of cadences in the 
revisions of this same organ choral are in measures thirty-
seven, ninety, and ninety-one. (See MUsic Supplement, pages 
14 and 13.) 
One of Bach•s chief interests in revising the organ 
choral, "O Lamrn Gottes, unschuldig"l7 was to create a smootmr 
texture in Versus III. (See Music Supplement, page 9, measure 
14; page 9, measure 42.) Such abrupt harmonies as a sharp and 
a natural in the same voice on the same note in close proxim-
ity were revised to agree with each other. In measure twenty-
three, (see Music Supplement, page 9) Bach changed a figure 
of two notes -- quarter and an eighth -- to a triplet for a 
smoother flow. He created two pairs of eighth notes in the 
inner parts in measure thirty-three, (See Music Supplement, 
page 10) in order to give the passage a little more grace. 
version, Band 25, p. 166; 
second 
29 • 
The second version adds to the contrary motion and is less 
labored. Another example of an attempt for smoother texture 
is the newly created suspension in the alto part of measure 
twenty-four (see Music Supplement, page 9). The alto notes 
of the ·first version are chiefly rhythmical in function. 
Bach revised angular contrapuntal melodies of first 
version into smoother progressions in the second version. He 
transformed the angular descent in thir-ds of measure fourteen 
of the organ choral "Nun Konm der Heiden Heiland", (canto 
fermo in the Pedale),l8 (see Music Supplement, page 13) into 
diatonicism. Another example is found in measure thirty (see 
Music Supplement, page 1) of "Von Gott will ich nic ht lassen'~19 
Bach reduced a large gap in the melodic line by means 
of a suspension. Measure nine of "Von Gott will ich nicht 
lassen", (see Music Supplement, page 1) is an example of a 
skip of a seventh reduced to a fifth, which resulted in a 
fragment of melody in the second version not present in the 
first version. The revision of measure six (see Music Sup-
plement, page 1) also created a bit of melody by reducing a 
skip of a seventh into a brief series of thirds. A suspension 
following the thirds created chromaticism. The first version 
figure had been an accompanying design. More melodic interest 
was created by revising the skips in measures seventy-eight 
18Bachgesellschaft, first version, 
second version, Band 25, p. 118. 
seco!l~:9.~,!~~;~;~_?!;t~~-~-~-~!~:ersion, 
Band 
Band 
25, 
25, 
p. 178; 
p. 170; 
~·-··· 
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and seventy-nine of "Allain Gott in der Hoh sei Ehr", (trio II 
super) , 20 (see Music Supplement, page 11 ) • Examples of added if 
melodic interest in this same organ choral are seen in the 11 
II 
I 
revisions of measures eighty, (see Music SUpplement, page 1) 
eighty-four, (see Music Supplement, page 11) eighty-six, and 
eighty-seven {see Music Supplement, page 11). 
]i 
:i Bach was able to improve the melodic implication of 
II auxilliary tones through the increase of the size of skips 1 
in measure i'orty-two oi' the organ choral "Allein Gott in der I' 
Hoh sei Ehr", {trio super), 21 (see Music Supplement, page 10) •I 
The "D" sharp and "E" sharp in the second version provide a !I il 
nice contrary motion against the alto melody. Another exampleJ 
of improvement of the melodic line of auxiliary notes is in 
measures sixty-two and sixty-three. (See Music Supplement, 
page 11.) 
The organ chorals were composed in Bach's youth, and 
this music reflects the tremendous vitality and rich inspira-
tion of his Weimar period. Although he had attained indepen-
dent mastery as a composer when he created the organ chorals, 
he still had much to learn as compared to the great craftsman 
the mature Bach of Leipzig. His busy life prevented him 
from absolute accuracy in the first draft of his work and 
resulted in a few errors and an occasional disjointed pro-
gression. The organ chorals were among the favorites of 
20Bachgesellschaft, first version, Band 25, p. 183; 
second version, Band 25, p. 130. 
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Bach's creation and he delighted in collecting and revising 
these works of his youth. It has been illustrated in this 
chapter that the superior craftsmanship or the aged, mature 
Bach is evident in the revisions. Since the second versions 
are a combination or the rich inspiration of his youth, plus 
the great genius of the mature Bach, they are among the 
greatest compositions ever written. 
A study of the melodic skips in the different versions 
of Bach• s organ chorals brings out the cort rast in the young-
er and the older Bach. The younger Bach was inclined to be 
rather impetuous and less discriminate than the older con-
servative Bach, as a general rule he cut down the melodic 
skips both in number and size in the revisions. 
On the other hand, he inserted leaps in the second 
versions where there had been none in the originals. Each 
melodic skip that was created in the revision has proved to 
be employed nru.ch more cautiously than those created in the 
first version, and greatly increased the effectiveness of 
the music. Among the most interesting examples of these new 
skips were the melodic skips which were added just before the 
penultimate. This created a most desirable contrast to the 
revised diatonicism of the measure of the following final. 
Then there are the interesting examples of melodic skips in 
the revisions which precipitated a melody in the organ choral 
where there had been none. 
The overall general effect of the revisions is that 
32. 
the organ chorals are much smoother, more effective, easier, 
and pleasanter to play. The study of the revisions of Bach's 
organ chorals has proved to be a never-ending and immensely 
valuable study for the student of theory. The student can 
observe the manner in which Bach worked his way out of diffi-
culties. The revision of a composition is the most important 
phase of its creation, and the refining process evident in 
the revisions of Bach's organ chorals present excellent 
examples of the technique and artistr,r in proof reading a 
composition. 
33. 
CHAPTER III 
EXTENSIONS IN THE REVISIONS 
OF BACH'S ORGAN CHORALS 
Bach revised the organ choral., "Konun Heiliger Geist, 
Herre Gott",l in an entirely different way than the manner in 
which he revised the organ chorals discussed in the preceding 
chapter. The revisions of organ chorals studied in Chapter 
II were minute and scattered throughout the pieces. The 
nature of the revisions of this organ choral is broader, tak-
ing the form of extensions to all phrases of the cantus firmus,:i 
!! 
except phrases one and five. 
The organ choral, "Komm Heiliger Geist, Herre Gott" ,2 
is a mature specimen of Bach's study of the Pachelbel organ 
~oral style. Pachelbel•s influence was especially prominent 
in central Germany. He spent some time in the town of Bach's 
birth, Eisennach, and was a great friend of the Bach family. 
He developed a type of organ choral arrangement which grew to 
be very popular. Its characteristic feature was the advance 
imitation preceding each entry of the cantus firmus, upon 
which it was based. The cantus firmus was often in augumen-
tati on, and there was usually a pedal point at the end of the 
1Bachgesellschaft, first version, Band 25, p. 153; 
second version, Band 25, p. 86. 
2 I, Ibid. 
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composition. Although this cr gan choral was composed in the 
style of Pachelbel, it is far superior to any of that com-
poserts organ choral arrangements. 
"Konnn Heiliger Geist, Herre Gott"3 is indeed one of 
Bach•s best organ chorals of this type, and it has an inter-
esting design. The contrapuntal accompaniment is continuous 
from beginning to end. At various intervals throughout the 
composition the pedal, and the cantus firnru.s, which is the 
embellished choral melody, join in with the contrapuntal 
accompaniment. The pedal voice enters before the cantus 
firmus phrase enters and terminates after the cantus finnus 
phrase ends. The cantus firmus seems to be dwarfed in size 
when it is compared to the other features of the design in 
the organ choral. This is the over-all plan of the organ 
choral with the exception of the coda which is different in 
design. 
One of the fundamental principles of the Baroque phil-
osophy of art was the development of perspective, and this 
may have been the basic reason for Bach's extending the cantus 
firmus phrases in the second version. The fundamental pre-
cepts of rhythm began to be considered in broader concepts, 
beyond the small confines of the measure. The cantus firmus 
phrases of the first version were originally only five meas-
ures in length, an odd length for a phrase. There were eight 
phrases, making a total of forty measures of cantus fir.mus in 
II 
il 
~ I 
li ,, 
ii 
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a composition of one hundred and ninety-three measures. Bach 
lengthened this short phrase to six measures. The only way 
he could extend a choral melodic phrase and keep it in the 
pure form, to which he was almost always faithfUl, was to 
hold the final note of the phrase arer through another meas-
ure. Thus the new material had to be added to the pedal and 
the contrapuntal accompaniment. 
The real melodic interest in tm new material was in 
the pedal part. The basic texture both in the pedal and the 
contrapuntal parts is the same as that of the original organ 
choral. A broad concept of rhythm in the revisions or "Komm 
Heiliger Geist, Herre Gott" shows that Bach was most inter-
ested in preserving or enhancing the flow of the music. The 
pedal phrase in the second phrase of the cantua firmus (see 
Music Supplement, page 15, second phrase, :aalsures 36 to 38) 
is a gracefUl descent from middle "C" to the "G" at the 
bottom of the bass clef. The final. "G" of the pedal phrase 
of the first version comes at exactly the same instant as the 
final "G" of the cantus firmus phrase. There is too much of 
a feeling of finality with this unison. Bach remedied the 
situation by continuing the momentum already begun early in 
the pedal phrase. (See Music Supplement, page 15, second 
phrase, second version, measures 39 to 4l.) 
In this way the organ choral retains the eternal flow 
which is so characteristic of Bach and the North German com-
posers of the Baroque era. This same principle was observed 
36. 
in the extensions of phrases three, four, and seven. {See 
Music Supplement, page l~and page 17.) The extensions of 
phrases six and eight also preserve the momentum of the music 
as a whole, but the revision is primarily based on the contra-
puntal accompaniment part of the design rather than the pedal 
part. (See Music SUpplement, page 16, and page 17.) 
Another famous arrangement of "Konnn Heiliger Geist, 
Herre Gott", (fantasia super )4 was composed in fantasia form, 
breaking Bach's usual practice of preferring the traditional 
classic forms.5 He has placed the cantus firmus in the pedal 
voice in this organ choral. There is a contrapuntal texture 
in three voices throughout most of the composition with an 
occasional voice added for reinforcement. This is one of 
those c a:nposi t ions \Yhich is characteristic of the style of 
his former teacher, BUxtehude, who was one of the great Gennan 
masters of the Baroque era.6 This organ choral arrangement 
breathes the spirit of that eternal, continuous flow of music 
just as the one of the same name already discussed. This 
piece is a very exuberant expression of the thrilling text, 
and as it was mentioned in Chapter I, Bach added an extension 
when he revised it. The choral melody is represented in the 
4Bachgesellschaft, first version, Band 25, p. 151; 
second version, Band 25, p. 79. 
1 37. 
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5~angois Florand, Jean Sebastien Bach 1 • oeuvre d 1 orgu.e,ii 
(Paris: Edition du Cerf, 1847], p. 124. 1: 
. 
6Albert Schweitzer, J. ~· ~ (London, Breitkopf and il 
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pedal although the two final allelujas in the text were 
omitted in the first version. WhBn he revised it, Bach added 
the two allelujas in the pedal melody in phrases of two and 
one half measures.? He added fifteen measures in all to the 
original arrangement, providing episodes before each alleluja 
phrase. It is interesting to note that Bach used the same 
coda, the last three measures of both versions, and inserted 
the new material in the second version before this coda. 
Even though this organ choral was composed in fantasia 
form, Bach utilized sound traditional compositional practices. 
The contrapuntal material was based on two principal themes: 
a principal and a sub-th·eme. (See Music Supplement, page 18.) 
The new material in the revision is based mainly on the sub-
theme, but as the music approaches the coda the new material 
is based on the principal. In addition, the episodic material 
which appears between the cantua firmus phrases throughout the 
composition, is again utilized as episodic material in the ex-
tension. (See Music Supplement, page 18, measures 26 and 98.) 
The Baroque forms were born of the fugue forms and re-
fleet the formal characteristics and the indestructible sym-
metry of the fugue. Bach's concerto forms resemble the scheme 
of fugal organization. The alternation of tutti-solo-tutti-
solo corresponds to the alternation of the fugal subject and 
entry and intervening episodes. 
7see complete copy. 
38. 
Fugue form: subject - episode - subject - episode - subject 
Concerto i'onn: tutti solo tutti solo tutti 
The organ chorals were also carefully worked out into 
logical arrangements of parts within a composition as a whole. · 
Bach•s carefUl consideration of the small divisions within the 
form or a composition may be observed in the study of his 
works and their revisions. 
There is an example or the improvement in form by means 
of an extension in the revision of Versus II or "O Lamm 
8 Gottes, unschuldig". When Bach revised Versus II he decided 
to repeat the episode which followed the first phrase again 
after the second phrase. 
First version: phrase-episode-phrase-phrase-coda 
Second version: phrase-episode-phrase-episode-phrase-coda 
Certainly there is more ~etry of form if each phrase is 
followed by an interlude, rather than going right into the 
second phrase without a break, as he had done in the first 
version. There is no actual new material created in this 
example since he merely repeated the first episode. However, 
the organ choral was revised, and the revision of this episode 
is discussed in Chapter II, page 23. (See Music Supplement, 
page 6, measures 9, 10, 11, 12, and 13.) The music is sequen-
tial in nature and the revision certainly adds to the loveli-
ness or the organ choral. 
8Bac~esellschaft, i'irst version, Band 25, p. 166; 
second vers on, Band 25, p. 102. 
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There is one other extension that Bach added when he 
revised his organ chorals. He gave six more measures to the 
coda o£ "An Wasser£liissen Babylon"9 £or a total o£ nine meas-
ures where there had been a coda of only three measures in 
the first version. In order to complete the musical thought 
pregnant in the revised alterations, (see complete copy) BaCh 
£elt the need of an extension. The new material is based 
roughly on the £irst phrase of the melody, summarizing some-
what in the style of the coda of a fugue. It is interesting 
to note that the organ point effect divided between the pedal 
and an upper voice in the coda o£ the first version was car-
ried out in the extension between the tenor and pedal voices. 
The three measure ending of the original was apparently con-
sidered too abrupt for a conclusion. 
Bach's principal aim in revising this organ choral was 
to enhance the expressiveness of the piece. The ascending 
progression of the extension seems to represent one last 
appeal of the mourners on the Babylon. Bach seemed to have 
felt that an interpretation of a sentiment which expressed 
the deep emotions contained in the text of "An Wasserfluasen 
Babylon" could best be expressed by ,using a lingering ending. 
"AN WASSERFLUSSEN BABYLON 
An Wasserflussen Babylon, 
Beside the streams of Babylon 
9Bachgesellsrihaft, first version, Band 25, p. 157; 
second version, Band 2$, p. 92. 
t:-··~ 
da sassen wir mit schmerzen, 
our weary vigil keeping, 
al s wir gedachten an Zion 
when we remember Zion yon 
da weinten wir von Herzen, 
we never cease from weeping. 
wir hingen auf mit schwerem Muth 
we hang our harps, in our despair, 
die Harfen und die Orgeln gut 
upon the weeping willows there 
an ihre Baum' der Weiden, 
and mourn our degradation; 
die drinnen sind in ihrem Land; 
all we hold dear our foes defame 
da mussten wir viel Schmach und Schand' 
and we must suffer slur and shame 
i~~!f~Yv~~i~=~i~~:~e~~ 
Bach has improved the formal symmetry of a composition 
by placing an episode after a phrase to create a better bal-
ance. He gave significance to the cantus firmus phrases of 
another work by increasing their length. He created a linger-. 
ing ending for a better summary in "An Wasserflussen Babylorrill 
which he had originally concluded too abruptly. If a compo-
sition gave the feeling of premature finality, Bach preserved 
the momentum of the piece by means of an extension and mare 
10 Henry s. Drinker, Bach Chorale Texts With English 
Translations and Melodic Indii; The Association-of American 
Colleges Arts Program, New York, 1941, p. 5, No. 23. 
11Bachgesellschaft, first version, Band 25, p. 157; 
second version, Band 25, p. 92. 
movement in the accompanying voices. If the cantua firmus 
represented the words of the text, and failed to present all 
of its phrases, he added an extension supplanting the missing 
phrases and based the new material on the old. Also, an 
important factor underlaying many of the revisions that Bach 
nade was his interest in perfecting the form of the organ 
choral. 
CHAPTER IV 
EMBELLISHMENTS IN THE REVISIONS OF 
BACH'S ORGAN CHORALS 
Baroque composers leaned most heavily on the use of 
ornamentation when they were composing for the claviChord 
and harpsichord. These instruments had no mechanism for 
producing an accent in the music as did their successor the 
piano. The mordents and appoggiaturas thus fulfilled the 
composer's need far accent, and if the composer felt the need 
or sustaining a tone, he could do so through the use of the 
turn or the trill. This need for ornamentation was not so 
great with the organ as it was with the clavichord and harp-
sichord, but Bach used embellishments in his organ music for 
the purpose of expressing himself to the utmost, (see Chapter 
I, page 11) and he took the opportunity to practice the art 
of melody in pieces of a florid nature, bringing the melody 
to an unprecedented state of perfection. 
No two authorities agree on the questions arising 
from the ornamentations of the baroque era.l Anyone who 
probes into the matter soon realizes he must interpret orna-
ments according to the men who created them. 
1Royal D. Hughes, The French Influence £!! ~~ 
(Harvard Thesis, Cambridge;-1926), p. 105. 
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One explanation from Bach• s own pen is found in his 
preface to Friedemann•s Klavierbuchlein, 2 but these direc-
tions. were not designed for musicologists who split hairs 
over embellishments. Bach was interested in a minimum of 
theory (which he could do verbally) and a maximum of 
Friedemann•s performance at the clavichord. 
The best source for the study of ornamentation in 
Sebastian• s music is carl Philipp Emanuel Bach's "Essay on 
the True Art of Playing Keyboard Instruments".3 Carl 
Philipp Emanuel Bach's German names for the French signs for 
ornaments have prevailed to this day, and he gives simple, 
clear, and detailed explanations of embellishments in his 
"Essay on the True Art of Playing Keyboard Instruments. u4 
No other authority of Bachts ornamentation can claim such 
a lineage or as excellent a background. 
There is no set rule which governed Bach's treatment 
of embellishments in the revisions. Embellishments were as 
often inse~ted as they were deleted in tbe second version. 
Embellishments are added in the organ choral, "Allein Gott, 
in der Hoh sei Ehr'', (trio super).5 Embellishments are 
2Bachgesellschaft, 45, p. 213. 
3carl Philipp Emanuel Bach, Essa~ on the True Art of 
Playing Keyboard Instruments, Translate oy Wm. J. Mitcheii, 
(New York: W. w. Norton, 1949). 
4Hughes, op. cit., p. 103. 
5Bachgesellschaft, first version, Band 25, p. 183; 
second version, Band 25, p. 130. 
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removed in the revision of "Jesu Cristus, un ser Heiland",6 
and "Herr Crist, dich zu uns wend"J Embellishments are both 
eliminated and inserted in the revisions or the organ choral, 
"An Wasserflussen Babylon", 8 as in this organ choral, ''Nun 
komm', der Heiden Heiland". 9 
There are two revised organ chorals vhich provide good 
examples for the study of ornamentation, both by the same 
name, "Nun konnn der Heiden Heiland" - one is designated as 
Fantasia super, while the other is termed as Trio super.10 
Bach's revisions or these organ chorals were concentrated 
almost entirely upon the embellished cantus firmu s. Other 
alterations are negligible as compared to the revised embel-
lishments. 
The organ choral, "Nun konnn. der Heiden Heiland" (fan-
tasia super), 11 is a mature specimen of Bach's study of the 
Pachelbel organ choral style. (See Chapter III, page 34.) 
6Bac~esellschaft, first version, Band 25, p. 188; 
second vers on, Band 25, p. 136. 
7Bachgesellschaft, first version, Band 25, p. 162; 
second version, Band 25, p. 98. 
8 Bachgesellschaft, first version, Band 25, p. 157; 
second version, Band 25, p. 92. 
9Bachgesel1schaft, first version, Band 25, p. 172; 
second version, Band 25, p. 114. 
10 Bachgesellschaft, Fantasia super, first version, Band 
25, p. 172; second version, Band 25, p. 114. Trio super, 
first version, Band 25, p. 174; second version, Band 25, p.116. 
11Ba esel1schaft, first version, Band 25, p. 172; 
second version, Band 2 , p. 114. 
Bach composed pieces ranging rrom small choral preludes to 
grand organ chorals in this Parihelbel style. It was a style 
very close to Bachts heart, for his farewell composition, 
"Vienn wir in hochsten Not en sein", was written in this form. 
The main structure or the Fantasia super is in the Pachelbel 
style. There are advance imitations preceding each entry of 
the cantua firmus, but Barih was not satisfied with Pachelbel 
style alone for the shaping of "Nun komm der Heiden Heiland" 
(fantasia super).12 The cantua rirmus is a highly embellish-
ed melody rather than the usual choral melody in augmentation. 
Bach utilized the Bohm style in the cantua fir.mus. Bohm, of 
North Germany, was well known for the employment of the 
French technique of composition. Spitta said ''Bohm had a 
grace such as at that ti.rm belonged only to the French".l3 
Therefore, there are really two elements in the organ choral, 
"Nun komm der Heiden Heiland" (fantasia super), 14 the general 
over-all plan or the Pachelbel organ choral, and the exquisite 
French element of ornamentation. 
Bach's revisions of embellishments indicate a restraint 
which was characteristic of the mature Bach, in contrast to 
his excessive use or embellishments when he created the first 
versions or some of his works. The turn is a lovely ornament, 
so easy to use that it is consequently often abused. The 
12Ibid. 
-
13Hughes, ~· ~., p. 105 
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revision of the i'irst and fourth phrases ar the cantua firmus 
in the Fantasia super provide an excellent example oi' a i'iner 
sense oi' ornamentation. There is a mordent and a turn on the 
second and third notes of the i'irst phrase. When Bach re-
vised the organ choral, he elimina. ted the mordent and the 
turn at the first phrase, leaving the sole appearance oi' the 
ornaments until the beginning oi' the i'ourth phrase. (See 
Music Supplement, page 21, measures 4 and 28.) 
This conservatism may be observed in BaCh's treatment 
of the trills in the i'irst version of the Trio super arrange-
ment of "Nun komm der Heiden Heiland".l5 Trills were indi-
cated on the note of the penultimate oi' the first and i'ourth 
phrases oi' the i'irst version. Bach replaced the trills with 
long mordents, whiCh were much less obvious than trills. (See 
Music Supplement, page 24, measures 10 and 36.) There is 
another trill which was replaced with a long mordent at meas-
ure eighteen. (See Music Supplement, page 24.) BaCh re-
placed a trill with a mordent at measure twenty-four. (See 
Music Supplement, page 24.) 
Bach was especially active in reducing the excess oi' 
mordents in the first version of the Fantasia super.l6 There 
was a mordent attached to one oi' two like ornamental i'igures 
15Bachsesellschai't, i'irst version, Band 25, p. 174; 
version, Band 25, p. 116. second 
second 
16Bac~esellschai't, first version, Band 25, p. 172; 
version, Band 25, p. 114. 
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in the second measure of the first phrase, while in the 
fourth phrase there was no mordent on either of the same two 
figures. When Bach revised these places, he placed an appog-
giatura at both of the two crnamental figures in the first 
phrase, and a mordent at both of the figures of the fcurth 
phrase. (See Music Supplement, page 21, measures 5 and 29.) 
These examples illustrate the fact that Bach was more con-
sistent and more logical in the revisions of his embellish-
ments. 
In a few cases, it is true, Bach has specified his 
desire for a long (or ''double'') mordent by extending the 
wavy line (~). But these instances are comparatively rare, 
and usually denote exceptions to the general rule.l7 
There is a splendid example of Bach's improved use of 
embellishments in measure thirty-four of the Trio super. 
There was a total of four embellishments, three mordents and 
an appoggiatura on a single ornamental figure in the first 
version. So many ornaments in conjunction with such a small 
figure destroy the rhythmic clarity o£ the figure. In the 
revision there is only one mordent, strategically placed 
upon the most important note of the figure, avoiding the 
for.mer rhythmic distortion. (See Music Supplement, page 24.) 
17Putnam Aldrich, Ornamentation in J. s. Bach's Organ 
Works, (Coleman Ross Co., Inc., New Yor~ T95cr), p. 37 
48. 
The key to the understanding of embellishments is not 
the melodic influence, but rather the har.monic implications 
of the appoggiatura. Whether the ornament be an appoggiatura, 
mordent, trill, or something else, its true basis is an ac-
cented passing tone, or a free appoggiatura approached by a 
leap. There is an example of Bach's creation of an appoggia-
tura in the Fantasia superl8 to replace a rather sq1are-cut 
sixteenth note figure. (See Music Supplement, pages 21 and 
23, measure 7 and 31.) The first note of the sixteenth note 
figure in the first version leaves the impression of an open 
fourth in the harmony at the beginning of the measure. The 
revision rather produces the effect of a third with the other 
members of the chord. The revised figure also avoids an 
evenness of rhythm which is not desirable in an embellished 
melody. carl Philipp Emanuel Bach advised that when a main 
note is followed by more notes of the same value, the short 
appoggiatura should be used. 19 This revised device serves 
as a resting point after the embellished cluster of tones, 
which precede the figure, and it adds impetus to the melodic 
leap that follows. This same treatment was used in measure 
thirteen preceding an octave leap, and an appoggiatura adds 
importance to leaps in measures nineteen and twenty. (See 
Music Supplement, page 22.) There is still another example 
of this treatment in the revisions of measure eight of the 
18Bachgesellschaft, first version, 
second version, Band 25, p. 114. 
19 B~cll~ -~~·. ~-ci.t~·~-·-~ . 9.J.-_...o,--==-
Band 25, p. 172; 
Trio super organ chora1. 20 The application of the four 
thirty-second notes enabled BaCh to avoid an augmented 
fourth leap, which was present in the first version. (See 
Music Supplement, page 24.) 
Embellishments may be divided into two groups: in the 
first are those which are indicated by conventional signs or 
a few small notes; in the second are those which lack signs 
and consist of many small notes.21 
The medium of ornamental signs could not be used to 
indi-cate all the illimitable possibilities that embellish-
ments offer-- The signs were invented for the convenience of 
the composer, but if he limited himself only to those embel-
lishments that may be indicated by signs, his music would 
soon become sterile. In addition to this evil, if he left 
the treatment of the embellishments in his compositions to 
the mercy or the various baroque performers tl:e interpreta-
tion of his embellishments were likely to have emerged almost 
unrecognizable when played. It was customary for the per-
former in earlier times to add his own embellishments and 
elaborations freely. The practice was changing about 1750 
to the modern method, whereby the composer specified every 
last detail and the performer followed. Consequently the 
composer had a two-fold purpose in writing out his embellish-
ments 
second 
to seek out new subtleties in melody, and to protect 
20Bachgesellschaft, first version, 
version, Band 25, p. 116. 
2~Bagll, ~--'-~-'--!?. ~llil,~- _ =- c 
Band 25, p. 174; 
5o. 
his composition from facile improvisors. Carl Philipp 
Emanuel Bach, whose ideas naturally reflect his fatherrs 
musical taste, emphasized that musicians should investigate 
the correct usage of ornaments carefully, and refrain from 
introducing them at the slightest instance.22 
The study of Bach's revisions of his embellishments 
shows that he has rearranged them in a more logical order 
than they were in the original, and that he avoided excessive 
use of them. However, Bach has increased the number of embel-
lishments which cannot be indicated by signs. The figure in 
the first beat of measure fourteen was changed to a figure 
whiCh closely resembles the turn. (See Music Supplement, 
page 22.) Since it was not exactly like a turn and there is 
no ornamental sign to indicate it, it was necessary that Bach 
write it out each time he used the figure. This figure was 
used so frequently in Fantasia super23 that he could well 
have used a sign for it. This revision appeared many more 
times in the piece than the turn. There are other examples 
of this device in measures nineteen, twenty-two and thirty-
three. (S~e Music SUpplement, pages 22, 22 and 23.) 
The ornamental design in measure twenty-four provides 
an example of Bach's wonderful ability to utilize the same 
notes of an embelliahment of the first version, and endow it 
with effectiveness in the revision. (See Music Supplement, 
page 23.) The revision tends to aid in building up the 
climax, which grows toward the end of the compos! ti on. The 
fUll climax is the Gloria, which is a kind of summarization 
of all that has gone before. 
The revised embelliShment in measure twenty-three 
closely resembles a series of mordents. This embellishment 
fills in the gaps, both rhythmically and melodically, of the 
original figure. Another example of this principle may be 
observed on the last beat in measure twenty-two. (See Music 
Supplement, page 22.) In this same measure on the second 
beat, there is an example of a figure which had the appear-
ance of a mordent in the first version, and was transformed to 
a figure which is very much like a turn. 
The little choral prelude and its extension, both 
under the name of "Komm. Gott Schopfer, Heiliger Geist", were 
discussed in Chapter I in connection with word-tone relation-
ship.24 The Choral prelude is among the shortest and s~plest 
in design of the Orgelbuchlein. It is only eight measures in 
length, and though it is not conceived in the grand propor-
tions as are the majority of Bach's organ chorals it is 
equally poetic. 
The fermatas appear to be the key to Bach's revisions 
in this chorale prelude. The alterations found in the second 
version are in the vicinities of the fermatas. Bach•s alter-
ations may be the result of the natural inclination to linger 
I 
I 
at the fermata of the Lutheran chorale. The performer senses 
an opportunity to expand or elaborate at the hold. 
The nelody, as is usually the case with choral pre-
ludes, remains the pure Choral melody in the soprano voice, 
and the pedal also emerged unchanged in the second version. 
This leaves only the middle parts as those voices which were 
revised. 
The regular rhythmic features of tre beginning of the 
phrases blend into an irregular treatment at the fermatas. 
The melodic interest of the inner parts near the fermatas 
was increased in the revision. Bach has accomplished this 
through the addition of mordents, and filling the gaps in 
order to smooth out some slightly angular features of the 
original. 
Mordents were added in the tenor part, at the fermatas 
which terminate the first, second, and final phrases of the 
composition. (See Music SUpplement, page 25.) The mordents 
emphasize the central point of interest, the fermata, and 
gratify the performer's impulse to lirg er at the hold. Gaps 
were filled in on the first beat of measure six, and the 
third and fourth beats in measure seven. (See Music Supple-
ment, page 26.) Angular features were smoothed out on the 
second beat of the seventh measure, the first beat of measure 
two, and the fourth beat in measure four. (See Music Supple-
ment, pages 26 and 25). The subtle increase in the elaborate-
ness, and the smoother countermelodic contours in the revised 1 
- c ''~!,- ----
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vicinities of the fermatas, thus give greater expression to 
the symbolization of the Holy Spirit. 
The cantua fir.mus was Bach's chief concern when he 
revised "Nun komm', der Heiden Heiland n, fantasia super25 
and trio super. 26 The cantua firmus has become a melody 
with which an organist may truly sing from the very depths 
of his soul. Bach bad no set rule for arry given embellish-
ment. He made the embellishment fit the music rather than 
the music fit the embellishment. He proved to be more con-
servative in the last period than he was in his earlier 
periods of composition. He exercised the principle of re-
serving the most expressive embellishments until the time 
when it was most effective. He sometimes added more orna-
ments in the second versions than there were in the first 
versions, but always with the view of endowing the piece 
with ~eater expressiveness and practicing the utmost dis-
cretion. As is usually the case, Johann Sebastian Bach has 
created better versions in the revisions of embellishments, 
and he has thrown light on another beautiful and interesting 
form of musical composition. 
It is fortunate that we have available in Carl Philipp 
Emanuel Bach27 an authoritative and competent critic who had 
25Bachgesellschaft, first 
second version, Band 25, p. 114. 
26Bachgesellschaft, first 
Second verSion, Band 25, p. 116. 
27
Bach, ~· ~· 
version, Band 25, 172; 
version, Band 25, p. 174; 
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unusual advantages in writing about his distinquished rela-
tion. He has an undisputable lineage; and he is the only 
musician as near to the time of Bach that wrote such a clear 
concise, and complete treatise on the subject. 
CHAPTER V 
THE INFLUENCES OF THE STYLE GALANT 
ON THE REVISIONS OF BACH• S ORGAN CHORALS 
Style Galant, a new trend in art, began to come into 
vogue around the year 1720, three years before the time Bach 
moved to Leipzig. Willi Apel describes style galant, sane-
times termed Rococo, as follows: 
"In the eighteenth century, the light and 
elegant style of the Rococo, as opposed 
to the serious and elaborate style of the 
Baroque era. The appearance of this new 
style indicated the change from the church 
to the 'salon• as the cultural center, 
from fugal treatment to accompanied melody, 
from architectural greatness to playful 
pettiness, fromaantatas and masses to 
amorous songs. nl 
Willi Apel defines baroque: 
"The music of the period c. 1600-1750, fol-
lowing upon that of tre Renaissance. It 
also frequently referred to as the •thorough-
bass period t. The term baroque was formerly 
used and still is today, in a decidedly de-
preciatory sense, as meaning 'grotesque•, 
•in corrupt taste•, tover-laden with scroll-
work', etc. Generally speaking, the Baroque 
period is an era of longing and self-denial, 
much in contrast to the assuredness of the 
Renaissance. It is the period in which men 
liked to consider this life as the •vale of 
tears•, in whiCh the statues of the Saints 
looked rapturously toward heaven, in which 
the clouds and the infinite landscape were 
discovered. Much of this attitude is re-
flected in the expressive melodies of the 
lwilli Apel, Harvard Dictiona~ of Music, (Harvard 
: University Press, Cambridge, Mass., ~50}, p. 289. 
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seventeenth century, in its long colora-
turas, in its pathetic recitative, its 
frequent use of chromaticism, its capri-
cious rhythms. From the point of view 
of style, Baroque music is characterized 
chiefly by the thorough-bass technique, 
leading to a texture of two principal 
contours, melody and bass, with the in-
tervening space being filled in by im-
provised harmony. In Germany, however, 
the contrasting style of polyphony not 
only persisted but reached, in Bach, it~ 
very acme of P9rfection and greatness." 
Bach was composing his greatest music at the height of 
the style galant period, but it is common knowledge that his 
music is not playful pettiness, for be adamantly continued to 
advocate the baroque art. Consequently, he was severely 
criticized by the younger generation, but instead of turning 
to the light and simple style galant and popularity, Bach 
used the more serious baroque forms. Occasionally Bach did 
compose light and pleasant works, however, evidences of which 
may be observed in the Coffee Cantata,3 Peasant Cantata,4 or 
the lovely duet from "Jesus, der du maine Seele", Cantata 
#78.5 His scholarly attitude plus a real zest for life, 
endowed him with an insatiable appetite for new modes of 
study and experimentation. 
In spite of the sacred nature of the organ choral, 
2Ibid., p. 76. 
3Bachgesellschaft, Band 29, p. 141. 
4Bachgesellschaft, Band 29, p. 175. 
5Bach~esellschaft, Band 18, p • 269. 
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"An Wasserf'lussen Babylon",6 it has the simple, dance-like 
character of' a saraband.7 It seems just a little light and 
elegant as compared to most of Bach•s organ chorals. Spitta 
believed that the original version could not have been written 
later than 1712,8 bef'ore the time of the style galant music. 
The second version came into being late in Bach•s lif'e 
when he revised his organ works. In this version Bach in-
serted numerous minor alterations, which were based almost 
entirely upon embellishments of Rococo nature. The alteration 
that appears most f'requently in the second version is the 
figure rn' which was substituted for this figure 1 h ' 
in the f'irst version. The revised figure suggests the plain-
tive sadness that prevails in the poem much better than the 
ori~inal. The execution of a figure of such rapidity assures 
us that Bach preferred the piece to be played at a reasonably 
solemn tempo. Examples of this revision may be found in meas-
ures one, five, seven, eleven, thirteen, nineteen, forty-one, 
fifty-three, fif'ty-four, and fif'ty-six. (See complete copy.} 
Bach's ornamental treatment of the second version adds 
to the rhythmic accentuation and dance-like character of the 
piece. He added a light touch of syncopation in a few places, 
6aachgesellschaft, first version, Band 25, p. 157; 
second version, Band 25, p. 92. 
7Gotthold Frotscher, Geschichte des Orgelspiels und 
der Orgelkomlosition, (Max Hesses Verlag, Berlin-Schoneberg, 
!"9J5), Vol. I, p. 944• 
8 
, Philip Spitta, The Life of Bach, (Novello, Ewer & co., 
. ~ t~!<~~~o~],§§51~c Y £l_. J;"' P •d ~LI?• ~ -:- --=- . . ~~ . ·-
II 
)I 
:,I 
58. 
.:.::. .. : 
. ·I and the double eighth note figure was often changed to a 
dotted eighth and sixteenth. (See Music Supplement, meas-
ures 13 and 9, page 19.) The device of placing an embellish-
ment on the beat was common usage in Bach's time, an example 
of which was exemplified in measure seventeen. (See Music 
Supplement, page 19.) 
The Baroque composer loved richness in music. Bach's 
transcriptions reveal additions of extra voices to enrich 
the texture where it is thin. His transcriptions of slow 
movements are almost complete transformations of the origi-
nals. 9 Possibly one of the na in reasons for this strong 
desire for rich quality in slow movements was the thin belt 
of tone that emanates from the clavier.10 
Although the revision of "An Wasserflussen Babylon"ll 
is strongly influenced by the style galant, it does have some 
indications of baroque richness. Bach seems to have felt an 
aversion to any emptiness in the original, filling in thin 
spots with extra notes. An example of this may be seen in 
measure two. (See Music Supplement, page 20.) Other examples 
of a richer texture in the second version as compared to the 
first version, may be observed in measures thirty-four, 
9Putnam Aldrich, Bach's Technique of Transcription 
and Improvised Ornamentation, 'Mus1c81 Qjiar:E"erly 35: pages 
~35, January, 1949. 
10 Phillip Spitta, Musikgeschichtliche Aufsatze, Berlin, 
1894, p. 111. 
;! llBachgesellschaft, first version, Band 25, p. 157; 
~i second version, Band 25, p. __ 9~·- _ 
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thirty-five, thirty-six, forty-eight, and fifty-three. {See 
complete copy.) There is a splendid example of this in the 
pedal from measures fifty-four to fifty-seven. {See complete 
copy.) 
Bach composed another arrangement or "An Wasserflussen 
Babylon"12 which more closely resembles baroque style than 
style galant. This arrangement was not revised, but it will 
serve admirably as a contrast to the preceding arrangement in 
style galant. Bach skillfully added a fourth part to the 
accompaniment by a constant use of the double pedal. The 
piece in this form has acquired a resemblance to the arrange-
ment, "Aus tiefer Not schrei ich zu dir".l3 The accompani-
ment consists almost entirely of eighth notes, virtually 
stripped or any sixteenth notes. Descriptively, Bach may 
have done this to create a musical impression of the waters 
of Babylon. Comparatively, the cantus fir.mus, Which is in 
the upper voice, is relatively florid against the steady 
rhythm or the accompaniment. This contrast adds to the 
expressive qualities of the composition. (See Music Supple-
ment, page 20. ) 
Although Bach•s works represent the best in baroque 
music and hewas convinced that a conservative attitude was 
better than the progressive, he indulged to some degree in 
the light, charming, and simple style galant. There are same 
12Bachgesellschaft, 40: p. 49. 
l3 Bachge sells chaft, -~~~ ""~~c~ ~-"'-~.?~ ~ 
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indications of this style galant in the revisions of the 
organ choral, "An Wasserflussen Babylon" .14 The general 
design of the organ choral is like a small dance, such as a 
saraband, and many of the alterations reveal a tendency to 
increase the rhythmic, dance-like attributes of tbe composi-
tion. There were other alterations of an embellished nature, 
which added to the elegar:t charm of the organ choral. 
In spite of the prevalence of style galant influences 
in the revisions there are, of course, baro~e influences, 
especially the filling in of rather thin spots. 
The other organ choral arrange:roont of "An wasserflli.ssen 
Babylon",l5 which more closely resembles the baroque influ-
ence, was not revised but it is usefUl here as a means of 
comparison and an excellent example of Bachts versatility. 
It was probably first created when Bach visited Ham-
burg (1720) and improvised on the hymn "An Wasserflus sen 
Babylon" for half an hour before Reinken, producing a great 
variety of styles in the different arrangements that he 
played.l6 It is likely that both this arrangen:e nt and the 
style galant conception of "An Wasserflus sen Babylon1117 were 
second 
14Bachgesellschaft, first version, Band 
version, ~and 25, p. 92. 
15 Bachgesellschaft, Band 40, p. 49· 
16 
25, p. 157; 
Han T. David and Arthur Mendel, The Bach Reader, (W. 
w. Norton & Co., Inc., New York, 1945), p~g:--
:: l?Bachgesellschaft, first version, Band 25, p. 157; 
,. ·t ~~!'"J'()ll?L ve;:slo!'dl.aiiiLg!i, p~ •. 9S. .... ~... • . ... .. . .. 
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played at the Hamburg event and Bach wrote then out at some 
later time. The important t'act is that although Bach was 
predominately loyal to the baroque style, his innate sCholarly 
curiosity led him to sometimes experiment with the style 
salant. 
CONCLUSION 
The combination o~ an unhappy relationship with the 
Leipzig town council, his love ~or his art, am his devotion 
to God, were among the main ~actors which led Bach to create 
the unprecedented array o~ works, such as "The Art of Fugue",~ 
"The Musical Offering'',2 "The Magnificat",3 "B minor Mass 11 ,4 
and the revision to his. organ chorals.5 He had stopped the 
prodigious flow o~ cantatas and gave his time to these proj-
ects, and probably hoped to have them printed. The revisions 
of his organ chorals, along with the works listed above, were 
obviously music that was closest to his heart. Bach's 
creative genius, as Haydn's, oo ntinued to develop to the 
very last. Thus the revisions of Bach's organ chorals were 
done at the peak of his ability. The ~actors governing his 
alterations are of the greatest importance to the world of 
music. 
It has become an established fact that Bach's music 
was expressive of symbolism and pictorialism according to the 
idiom o~ the time. One of the most expressive idioms of the 
1Bachsesellschaft, Band 25. 
2Bach5esellschaft, Band 31. 
3Bachgesellschaft, Band 11, p. 3. 
4Bach~esellschaft, Band 6, p. 3. 
5Bac~esellschaft, See page v of Introduction. 
Baroque period was that of' syncopation. When Bach revised 
the organ choral, "Ohristus, der uns selig macht u6 he f'el t 
that it needed a greater expression of' agitation. He applied 
the idiom of syncopation, which resulted in a considerably 
more expressive organ choral than the original. Bach pre-
ferred embellishments not as a means of' imitating the French 
style, nor in a weakness for frivolity, but rather as a means 
of' expressing oneself' to the utmost. Symbolism also plays an 
important part in the formal significance of his revisions. 
He had omitted the Allelujas, which terminate the poem of' the 
"Komm Heiliger Geist, Herre Gott", (fantasia super)7 in the 
first version. Therefore, in the revision he extended the 
organ choral in order to give the composition the fUllest 
possible expression of the text. 
The study of melodic skips in the different versions 
of Bach's organ chorals brings out the contrast in the young-
er and the older Bach. The younger Bach was inclined to be 
rather impetuous and less discriminate than the older conser-
vative Bach. As a general rule he cut down the melodic skips 
both in size and number, transforming them into progressions 
which reflect his preference for traditional theoretical 
practices. On the other hand, Bach inserted leaps in the 
revisions where there had been none in the originals. These 
second 
second 
6Bachgesellschaft, first version, Band 25, p. 149; 
version, Band 25, p. 30. 
7Bachgesellschaft, first version, Band 25, p. 151; 
version, Band 2$, p. 79. 
added leaps were always applied with caution and there was 
an important principle behind it, such as creating a leap 
just before the penultimate. The revised organ chorals are 
much smoother, more effective, easier, and more pleasant to 
play. The student may be witness to the manner in which 
Bach worked out his difficulties, proving that the revision 
is a valuable study for the student of theory. Bach's organ 
chorals present excellent examples of the technique and 
artistry of proof reading a composition. 
Bach was always actively engaged in developing and 
expanding the forms of his day. The revisions of his organ 
chorals reflect his development in form. The extensions 
that Bach added to the originals constitute the greatest 
revisions of a formal nature. If the cantua firmus repre-
sented the text, and failed to present all its phrases, he 
added an extension supplanting the missing phrases and basing 
the new material on the old. In the case of "An Wasserflu-
ssen Babylon"8 Bach had not sufficiently swmmarized in the 
first version, therefore he created a delightful coda for the 
second versions. If a composition gave the feeling of pre-
mature finality, Bach preserved the momentum of the piece, 
by means of an extension and more movement in the accompanying 
voices. \Vhen Bach revised the organ choral, "O Lamm Gottes 
version, Band 25, p. 157; 
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unscbuldig"9 he included an episodic interlude after each of 
the phrases of Versus II. There had been no interlude after 
the second phrase in the original. Thus Bach improved the 
formal symmetry of his organ chorals in his revisions proving 
that he held an ever increasing interest in the all important 
matter of musical for.m. 
Bach's treatment of embellishments in the revisions 
reveal that he practiced discretion in the matter or orna-
mentation. The prolific ability of the baroque organist to 
improvise induced Bach to write fewer ornaments into his 
music, whiCh resulted in beautiful melody writing. He, in 
fact, composed more ornaments without signs than those in-
dicated by the traditional signs. Bach's son, Carl Philipp 
Emanuel Bach, has an undisputable lineage as an authority 
on embellishments, and he is the only musician from the time 
of Bach who wrote a clear, concise, and complete treatise on 
this subject.lO 
Even though Bach was the greatest figure of the 
baroque era, and adamantly persisted in advocating barogge 
art, he indulged in the light and simple style galant elements 
to some degree. The organ choral, "An Wasserf1ussen Babylon'~11 
9Bac~esel1schaft, first version, Band 25, p. 166; 
second vers on, Barid 25, p. 102. 
10
carl Philipp Emanuel Bach, Essay ~ ~ ~ Art £! 
P1ayi)S Keyboard Instruments, (W. W. Norton & Co., New York, 
1949· 
11Bachgesellschaft, first version, Band 25, p. 157; 
second version, Band 25, p. 92. 
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provides an example of style galant influences in the revis-
ion. Its dance-like character was emphasized in the second 
version through the application of several little rhythmic 
devices. A number of embellishments of rococo nature also 
added to the style galant effect in the revision. 
The revisions of Bach's music serve as a discipline 
in the study of Bach. One could spend an entire lifetime 
browsing in Bach's music and yet find new facets. The Bach 
scholar must then dhoose a logical approach to the study of 
Bach's music in order to accomplish anything at all. The 
end result of Bach's revisions is a wonderful balance, and 
provides the student with an excellent opportunity to get 
at the heart of Bach•s music, since they combine the tremen-
dous vitality and inspiration of Bach•s youth with the matur-
ity and superior craftsmanship of the older Bach. 
·::-
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